of the sonyeo sensibility, function to foreground the lack of, or change of, private space in the Whispering Corridors series and A Tale of Two Sisters (Janghwa Hongryeon, Kim Ji-woon, 2003) ?
The emergence of the horror cycle in South Korea has not been an isolated phenomenon. The attention given to the horror genre and its revival in general occurred in tandem with a growing popularity in horror cinema within the region as well as across the globe. However, the cultural and aesthetic significance of this distinctly Korean horror cinema should be located within both a changing mediascape and the film policies that propelled the restructuring of the Korean cinema industry. The linked productiondistribution quota in place since 1966 had been protecting the domestic film industry from the encroachment of foreign films. The Korean government limited the number of imports in any given year to one-third of the number of domestically produced films. 2 In 1986, an amendment to the Korean Motion Picture Laws removed this quota and allowed for the open import and direct distribution of films by the Hollywood majors. Relaxations on production and distribution regulations led to the emergence of new independent production companies. Korean conglomerates, interested in the growing video market, also took the opportunity to enter the motion picture business.
3 Although the business interest of these conglomerates proved shortlived initially due to the economic crisis in Asia during the mid-1990s, it ignited the urge to produce films that could actively compete with Hollywood cinema and other national cinemas in the domestic market. New production companies such as Shin Cine, Kang Woo-suk Film (now Cinema Service), and Myung Film (which merged with Kang Je-kyu Film to form MK Pictures), produced box office hits such as the romantic comedy Marriage Story (Kim Ui-seok, 1992) , the buddy cop/gangster comedy Two Cops (Tukabseu, Kang Woo-suk, 1993 ) and the romantic melodrama The Contact (Jeobsok, Chang Yoon-hyun, 1997) . After the first wave of conglomerates pulled out of the film business in the end of 1990s because of regional economic conditions, the second wave of conglomerates and venture capitalists returned to the Korean film industry in 1999 approximately. 4 With the aid of new financiers, consisting mostly of venture capitalists, the film industry has created the Korean blockbuster trend, which has boasted of box office draws comparable to Hollywood cinema within the Korean domestic market.
The rising dominance of conglomerates in the Korean film industry has led to a demand for commercially oriented filmmaking. Prior to the revival of horror, which was absent in the Korean film industry throughout the 1980s, comedy and melodrama had dominated the industry. Horror cinema, because of its relatively low production costs, offered a viable option for independent companies such as Cine 2000, the production house for the Whispering Corridors series. In an interview, Lee Chun-yeon, the production head of the company, explains that each installment of the series has been directed by a first-time director with casts of relatively unknown or new actresses.
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Whispering Corridors cost only US $600,000 to make and completed its shooting with only 28 set-ups. 6 In so doing, Cine 2000 lowered its production costs and targeted its product to a younger generation audience.
The increasing number of multiplex theaters and the revival of midnight screenings have also contributed to the popularity of the horror genre. The first chain of multiplexes, CGV -a co-venture of Korean conglomerate CJ Entertainment, Hong Kong's Golden Harvest, and Australia's Village Roadshow -opened with an 11-screen theater in April 1998. 7 The success of CGV, along with Cine Plus, triggered the emergence of multiplexes, not only in Seoul, but nationwide as well. Between 1999 and 2000 alone, the number of movie screens rose by 42 percent, but the number of individual theaters actually dropped by 33 percent.
8 Whispering Corridors was released in May 1998 shortly after the multiplex boom started within the Korean film industry, securing eight of the eleven screens at CGV alone.
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The box office success of Whispering Corridors, along with Soul Guardians (Toemarok, Park Kwang-chun, 1998 ) and the horror comedy The Quiet Family (Joyonghan gajok, Kim Ji-woon, 1998), offered production companies an incentive to create sequels and gave rise to the subsequent horror cycles. Memento Mori (Kim Tae-yong, Min Kyu-dong, 1999) , the second installment of the Whispering Corridors series, was applauded for showcasing a nuanced portrayal of character psychology with keen female sensitivity, although it proved merely a lukewarm box office draw. 10 The Ring Virus (Kim Dongbin, 1999) , the Korean remake of Japanese Ringu (1998) appeared in the summer of 1999, six months before the theatrical release of the Japanese original in Korea.
11 Until 2004, when the Korean film market completely abolished its longstanding regulation over Japanese imports, Korean film policies had limited the theatrical release of Japanese films to only those that had won awards at any of seventy or so international film festivals. Therefore, the showing of original Japanese Ringu was delayed until 1999, after the film had won the Golden Raven award at Brussels International Festival of Fantasy Film. The most successful horror film in the Korean domestic market in 1999, however, was The Sixth Sense (M. Night Shyamalan), which snatched the seventh seat at the domestic box office for the year.
12 After the critical attention given to horror films such as Sorum (Yun Jong-chan, 2001 ), as well as sporadic box office successes, such as the 2.6 million admissions of Ahn Byeong-ki's Phone (2002) , an attempt to aesthetically elevate the horror genre was witnessed in Kim Ji-woon's A Tale of Two Sisters (2003) . 13 Co-produced by Oh Ki-min and the production company B. O. M., A Tale of Two Sisters replaced the raw aesthetics of low-budget horror cinema with a carefully controlled, meticulous mise-en-scène. The film was welcomed by Korean audiences and it broke the all-time box office record for Korean horror cinema with 3 million admissions.
14 The emergence of the horror cycle in South Korea may be both a consequence of globalization in the Korean film industry and a byproduct of the regionalization of screen culture. However, one of the specificities of Korean horror cinema can be found in its foregrounding of a sonyeo sensibility. This chapter attempts to delineate the sonyeo sensibility portrayed in the Whispering Corridors series and A Tale of Two Sisters. "Sensibility," I would argue, provides a concept alternative to "sexuality," on which many of the previous approaches to the horror genre have been based. As Rhona Berenstein and Harry Benshoff convincingly argue, monsters in both classical and post-classical Hollywood horror cinema cross boundaries of multiple categories -between human and non-human, male and female, heterosexual and queer, and hegemonic and marginal -thus encouraging a fluid spectatorship instead of pigeonholing one over the other. 15 The characterization of monstrous figures as exclusively one or the other within each pair would undermine the transgression -both ideological and sexualembodied by them. Furthermore, an essentialist approach that examines a viewer's identification with monsters based on sexual affinities or shared gender traits would fall short of delineating the range and processes of the viewer's engagement with horror cinema overall.
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Although both Berenstein and Benshoff propose theories of fluid spectatorship -via concepts of "spectatorship-as-drag" and "queer sensibility" respectively -sexuality remains central to their framework. Benshoff, for instance, defines "gay sensibility" as "the sensibility of a man who recognizes his status as a sexual outsider, someone who acknowledges his difference from the heterosexualized hegemony, and uses that distanciation as a way to comment upon it." 17 Here sensibility is mainly construed as a self-reflexive, political stance toward one's own sexuality. In my view, sensibility is more of an inclusive term than sexuality or an attitude toward it. It encompasses both emotional predilections, psychological dispositions and behavioral tendencies. It is often conceived of as a collective trait associated with a particular demographic and/or subculture. Sensibility may be an innate disposition to a certain extent, but it can also be cultivated and sometimes exploited by a cultural industry. Production and marketing strategies are closely tied to capturing and appealing more to sensibility than to sexuality, as shown in the case of the Korean horror. A focus on sensibility, then, provides us with a way to analyze any links or disparities between production strategies within the industry and actual audience reception of their products. In addition, audiences can share a similar sensibility beyond a specific demographic group and push beyond cultural and national boundaries from which they initially originated. Fluid spectatorship, or "allo-identification" as Fran Martin puts it, 18 is what propels cultural exchanges across national, ethnic, racial and gender boundaries; an examination of shared sensibilities can therefore serve as a starting point for an understanding and appreciation of a subculture and of the audience's engagement with characters beyond gender and/or nation-bound identification.
Sensibility, Sexuality, and Monstrosity
Oh Ki-min, the producer of the first two installments of the Whispering Corridors series -Whispering Corridors and Memento Mori -and A Tale of Two Sisters, claims that he hopes to depict female adolescent psychology in the films that he produces: "neurosis, imperfection, vulnerability, and mystery." Oh underscores the need to appeal to female adolescent sensitivity and sensibility in the horror genre, by reference to "sonyeo-jueui," a term coined by Oh himself. It literally means "girls" and "-ism" in Korean, and can be roughly translated as a "cinema of girlhood" -a cinema that targets female teenage audiences by dealing with problems that are pertinent to teenage girls and by evoking an overall mood rather than emotions. It has become a staple for the Korean horror genre, counterbalancing trends toward more maleoriented genres. If adolescent male protagonist-centered films, such as Beat (Kim Sung-su, 1997), Friend (Chingu, Kwak Kyeong-taek, 2001) , and Once Upon a Time in High School (Maljukgeori janhoksa, Yu Ha, 2004) , tend to underscore masculinity and portray the pursuit of and suffering from a distorted ego ideal, the films produced by Oh, including Take Care of My Cat (Goyangireul butakhae, Jeong Jae-eun, 2001), counterbalance such a trend by featuring female protagonists and disclosing the subtle psychology of these characters.
One of the peculiarities of the Whispering Corridors series is that these films are set in all-girls high schools. In the last decade, high school has provided a major setting for both Korean and Japanese cinema as well as TV drama series across genres: Volcano High (Hwasango, Kim Tae . The high school period might bear more weight in rigid societies like Japan and Korea, where social latitude and flexibility are still not fully granted. But one may speculate some of the reasons for selecting such locations for the Korean horror genre on both realistic and generic grounds. Students in Korea are encouraged by school officials to stay and study in school until late at night. Such a policy provides a prime location and time for the recitation of ghost stories. Within such ghost talk, the school becomes the site of the uncanny and dread, a place that both distances and draws students. Memento Mori begins with Hyo-shin's description of the previous six suicides committed in her school, and it is when students are about to leave the building after studying into the night that Hyo-shin's ghost locks the entire school, preventing both students and teachers from leaving. Voice (Choe Ik-hwan, 2005) , the fourth installment of the series, begins with a scene showing students being dismissed at night.
In addition, co-education at the level of junior high and high school is less common than either all-boys or all-girls high schools. Beneath such gender segregation can still be found the Confucian ideology that distinctive social and gender norms need to be taught to boys and girls. On the wall of one classroom of Whispering Corridors, we see a portrait of Shinsaimdang (1504-1551), a historical figure who is widely taught in girls' schools as the emblem of ideal womanhood in Korea. Toward the end of the film, the camera cuts back to the portrait, this time covered with blood tears, shed by the ghost Jin-ju as she finally decides to leave the school. Such a scene may indicate that this rather outdated and vacuous cultural icon has lost its footing with contemporary Korean adolescents. Also palpable under the current education system is the attempt to suppress adolescent sexuality at the institutional level by prohibiting direct encounters between boys and girls in the learning environment. Teen courtship is allowed only outside the institution. In the Whispering Corridors series, sexuality is often replaced by exclusive friendships among the same sex, sometimes more explicitly imbued with homosexuality.
An all-girls high school would generically render a more natural setting than an all-boys high school for the adoption of the ghost story formula. Narrative conflicts set in boys' high schools are often resolved by recourse to physical violence, as seen in Once Upon a Time in High School. In a girls' high school, by contrast, students may be more likely to be forced to endure or internalize conflicts with their teachers and peers, rather than confronting them or resolving them in physical terms. In such an environment, the supernatural, fantastic elements of horror cinema can appeal to teenagers by providing symbolic solutions to teen problems and thus vicarious pleasures to teenage audiences. In Whispering Corridors, Ji-oh has to endure Mr Oh's sexual harassment as well as physical abuse. It is the ghost Jin-ju that murders him out of loyalty to Ji-oh after he beats Ji-oh over one of her paintings.
Both traditional and contemporary Korean horror films employ the ghostrevenge plot, but the latter departs from the former in terms of the motivation for the revenge. In the horror cinema of the 1960s and 1970s, a threat to heterosexual union or family drives the narrative, triggering female rivalry and consequent death: two or more women share an object of desire and one kills the other to take her place. The female protagonist often kills herself out of fear of being raped by a villain or is murdered when she is falsely accused of being an inadequate wife. The ghost of the female victim then, in revenge, haunts her nemesis. In A Devilish Murder (Salinma, Lee Yong-min 1965), the wife catches sight of her mother-in-law having an affair with a family physician. However, the mother-in-law and the wife's cousin attempt to frame the wife as being unfaithful. When the wife is drugged and about to be raped by a painter, she kills herself and takes revenge on both the mother-in-law and her cousin. A variation of this cycle can be found in the film in The Public Cemetery under the Moon (Wolhaui gongdongmyoji, Kwon Cheol-hwi, 1967), in which a dead mother haunts a stepmother in order to protect her child. The title character Wol-ha becomes a gisaeng, comparable to a certain extent to a geisha in Japan, in order to support her fiancé and her brother, who are both imprisoned. She marries her fiancé when he is released from jail. Wolha, however, gets accused of having an affair and is poisoned by her motherin-law and the lustful nanny. As Wol-ha's son is also about to be murdered, the ghost of Wol-ha returns to protect her son.
In the Whispering Corridors series, on the other hand, what needs to be protected is not kinship, but friendship. A threat to friendship causes the ghosts to exercise their supernatural powers. In Whispering Corridors, Jin-ju has been killed in an accident, but she resents the fact that her friend Eun-young did not stand up for their friendship to the other girls of the school. The ghost kills Ms Park just as she is about to discover that the ghost of Jin-ju had been attending school under other names for nine years. Such a discovery would endanger Jin-ju's newly developed friendship with Ji-oh. In Memento Mori, Hyo-shin commits suicide when her friendship with Shi-eun comes to a dead end. Wishing Stairs (Yun Jae-yeon, 2003) portrays a friendship between Jinseong and So-heui that later turns into a rivalry. So-heui suffers injuries to her legs in an accident, which ultimately causes her to commit a suicide. Her spirit haunts and punishes several characters including Jin-seong. A threatened friendship, again, becomes the reason for the ghost to murder Cho-ah in Voice. The Whispering Corridors series also violate the protective relationship of family, especially between parents and children. Although parents often remain offscreen in the first three installments, in the last installment, Voice, there is a surprise revelation in that Young-eon had hoped for the death of her mother, who has been ill and hospitalized for a long time.
One may find an explanation for such a shift in terms of changing family relationships in contemporary Korean society. Friendship may be seen as a form of displacement from heterosexual or homosexual union in that these relationships demand "exclusivity" from a partner. This friendship can only be shared by the two people involved, and thus is impossible to be extended to or replaced by another, as witnessed in the relationship between Shi-eun and Hyo-shin in Memento Mori or between So-heui and Jin-seong in Wishing Stairs. Such an exclusive relationship is portrayed as the key to enduring the hardships of the high school period, often depicted via metaphorical extremities -the life or death of a character. The sheer amount of time that students spend with their peers in high school and the pressures they face from their parents to enter prestigious colleges or succeed in future career make students value friendship over family. Exclusivity is further secured by communication methods inaccessible to others: Shi-eun and Hyo-shin in Memento Mori keep a secret diary between themselves and read each other's mind via telepathy, while Sun-min in Voice can hear the voice of her deceased friend Young-eon.
Situating the school as the prime location for plot development in the Whispering Corridors series has several narrative consequences. First, students are entirely removed from home, and the conventional divide between public and private space has broken down. Both the school and the home become sites of oppression and cause psychological burden. The "private" spaces for students in these films are still to be found within the public sphere, often merely in the places neglected by or hidden from school authorities: a piano, a basement, a storage room, a rooftop. Jin-ju and Ji-oh find their own space in an abandoned building believed to be haunted. Hyo-shin and Shi-eun hang out on the rooftop. But these "private" spaces are soon invaded or become a place of haunting, as both Hye-ju's basement art studio and Jin-seong's dorm room in Wishing Stairs are haunted by So-heui's ghost. Voice is the only film that shows a glimpse of characters' home, but Young-eon's crummy apartment is shown as an abandoned place rather than place of comfort and love.
Second, private space, or lack thereof, is replaced by and reduced to elements of the mise-en-scène, especially a character's decorative impulse, as manifest in her personal belongings. When Ji-oh has a glimpse of Jin-ju's diary, she finds it filled with girlie comic book characters -with big eyes and long curly hair -except the supposed portrait of Ji-oh. In Memento Mori, the pre-credit sequence is intercut between a scene of Hyo-shin writing and decorating her diary and a scene showing Hyo-shin and Shi-eun clad in their school uniforms and sinking in a swimming pool with their legs tied together. Hyo-shin's affection toward and obsession with Shi-eun is manifest in the excessive decoration of their exchange diary, while the imaginary swimming scene foreshadows the tragic ending to their relationship. As Min-ah traces the trajectory of the relationship between Hyo-shin and Shi-eun, Min-ah discovers the piano, the bottom of which is filled with presents and memorabilia of Shi-eun. The drawings in Hye-ju's diary of Wishing Stairs not only show her being ostracized by her peers, but also represent her belief in the myth that the stairs near the dorm would fulfill her dear wish to be thin.
How is it, then, that the sonyeo sensibility represented transforms the generic norms of the horror genre? Female ghosts in the Whispering Corridors series may be regarded as monsters in terms of Noël Carroll's definition: ghosts are supernatural, conceptually hybrid entities that threaten the community.
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Characters are portrayed as "aberrant" in that they challenge the norms. In a flashback in Memento Mori, the viewer learns that Hyo-shin became ostracized by her classmates after reciting her poem negating the binary oppositions between existence and non-existence and truth and lie. Hyoshin earns praise from her literature teacher and becomes the object of other students' jealousy. When Hyo-shin has a beer with Mr Goh, she also questions categorical imperatives such as "you shall not kill people." She denies the absoluteness of such a dictum by recourse to a situational ground, claiming that one simply does not know unless one has the first-hand knowledge of such a situation.
Hyo-shin's sexuality -homosexuality or bisexuality -further isolates her from her peers, and her kiss with Shi-eun in public is indeed a suicidal act that literally leads to her suicide within the plot. Despite Hyo-shin's deviance from, or violation of, social norms, she is portrayed as a victim rather than as a threat. Andrew Grossman and Jooran Lee aptly note that the ghostly nature of homosexuality in Memento Mori "remains a method intensifying eros rather than stigmatizing it." 21 Furthermore, Hyo-shin's affair with the male teacher helps underscore the fact that teachers as much as students are the victims of the same system. Her sexual relationship with him should not be attributed to her attraction, or curiosity, toward him; rather, it resides in her sympathy toward him. In one scene in an empty classroom, we see Hyoshin stroking Mr Goh's hair, underscoring the reversed relationship between the two: Hyo-shin acts like a caregiver rather than a student/lover.
Homosexuality is often linked to monstrosity in horror cinema in that both are deemed as "other," and both diverge from the conventional norm (or "normality"). However, as Benshoff carefully traces out, the portrayal of the homosexual as "other" has been ambivalent throughout the history of Hollywood horror cinema -and this "other" can be portrayed either as a threat to the moral standards of a community, or a victim that can evoke a sympathetic response from the viewer. 22 The homosexuality in the Whispering Corridors is portrayed more as an act of resistance to conformity rather than as a sign of monstrosity. The real monstrosity resides in the school itself and, more specifically, the Korean education system, which deprives students of their individual freedoms and happiness. In the first installment, So-young claims that her goal is to enter the top university in the country. Higher education loses its purpose; it is not a means to find and develop one's dreams but becomes the end in and of itself. One way to survive within such a system is passivity, to remain "unnoticed" as the ghost Jin-ju wishes. She was not even recognized by her own teachers and was able to remain in school for nine years as a ghost. The first two installments bring to the fore that the deplorable traits of teachers, in part, result from the system itself, as indicated by Ji-oh's rather didactic speech about her portrait of Ms Park. Such an idea is visually reinforced when another student, Jung-sook, commits suicide. Ms Park and Jung-sook, both hanged from the same walkway, are visually linked via similar camera movements and shot compositions (Figures 2.1 and 2.2). When Ji-oh first finds Ms Park's body, Ji-oh puts her hands on Jin-ju's face to keep Jin-ju from seeing Ms Park. There is a montage of student reactions, including Ji-oh and Jin-ju and two others students. When the camera cuts back to Ji-oh and Jin-ju, and tilts up, we see Jung-sook by the window witnessing the death of Ms Park. Later in the film, the camera reveals Jungsook's body in a similar manner, when her body is found by another student at night. The establishing shot renders Jung-sook's body comparable to that of Ms Park and the probing camera moves from her legs to reveal her face. The maladjustment experienced by newly employed teachers such as Eunyoung and Mr Goh in the first and the second installment, respectively, further underscores the fact that both teachers and students are victims of the same education system. Ki-hyeong, 1998) Even for those characters with apparent agency, such as Hyo-shin in the second installment or Jin-seong in the third, their agency is not sustained at the level of both narrative and style. Character actions are not seen in their entirety, their integrity being constantly interrupted by the camera or the look of classmates. For instance, after Shi-eun and Hyo-shin decide to "go public," we see Shi-eun and Hyo-shin holding hands. A teacher slaps Shieun's face, and Hyo-shin storms out of the classroom with her diary. The camera arcs around the classroom, underscoring the uniformity of shunned reactions of classmates, and awaits Hyo-shin's entrance through the backdoor. Then the camera zooms in on Shi-eun, as Hyo-shin runs toward her. Instead of using a 360-degree arcing camera shot, which is often used to shoot kisses between lovers, the kiss between Shi-eun and Hyo-shin is disrupted as Shieun tries to push Hyo-shin away, until the two are broken apart by one of their classmates with the help of the teacher. But their kiss is also disrupted stylistically, shifting between extreme-long shots and close-ups of their faces. The kiss here is not a token of affection, but an act of resistance. This is an exemplification of Hyo-shin's refusal to be assimilated with her classmates. A less elaborate case is found in the scene where Jin-seong and So-heui skip practice to attend a music concert, but only Jin-seong gets punished and humiliated by her teacher in front of her peers. We see a close-up of Jinseong's feet heading toward screen left, followed by a close-up of her face looking in the opposite direction (Figures 2.3 and 2.4) . The visual punctuation here not only indicates Jin-seong's anger and frustration about unfairness and favoritism. Her disintegrated body also conveys her conflicting desires, and how she was torn between her cherished friendship with So-heui and her wish to win the competition. Jung-sook, Whispering Corridors (Park Ki-hyeong, 1998) The incorporation of the ghost story formula is not unique to Korean horror cinema. However, the Whispering Corridors series successfully encodes the horrific and traumatic high school experiences specific to Korean students by selectively adopting the horror genre icons and conventions. Perhaps some of the reasons that Memento Mori was less successful at the box office than the other installments -even though it was critically acclaimed both at home and abroad -can be found in the film's imbalanced treatment of the elements it incorporates from from coming-of-age movies and those of the horror genre. Unlike the first and the last installments, which follow a "whodunit" plot structure, the film foregrounds the emotional trajectory of the two protagonists across the plot. In the beginning of the film, Memento Mori imitates conventional horror film style by providing the viewer with false cues through disjointed camera and figure movements, with the camera constantly passing by Shi-eun, who is practicing on the track. In horror films, such a style often misleads the viewer to suspect the presence of a ghost or a stalker. As the (Yun Jae-yeon, 2003) camera cuts to inside the classroom to introduce Ji-won and Yeon-an, the unstable camera temporarily confirms the viewer's hunch, which is then instantly undercut when Ji-won is shown operating a camcorder. The film, however, fails to sustain both stylistic and narrative suspense after the death of Hyo-shin. Hyo-shin's ghostly presence is clearly marked by her reincarnation into a red bird or a shifting in color tone. The film is more preoccupied in building up to the emotional climax, while the need to resolve narrative conflicts is nearly absent. The film's climax is neither the confrontation between the ghost of Hyo-shin and the people who used to bully her, nor the revelation of how Hyo-shin died. Rather, it coincides with the lowest point of the emotional trajectory between Hyo-shin and Shi-eun: Shi-eun once again rejects Hyo-shin, who seeks reconciliation. Carroll writes that the two emotional overtones of horror films are fear and disgust.
23 But the emotional overtone of Memento Mori is neither fear nor disgust, but sadness.
The Korean high school system, which is solely dedicated to preparing students for college admission, blocks anyone from cultivating his or her own sensibility. Within such a system, the sonyeo sensibility is completely stifled, and friendship, the only recourse for students to go to high school, becomes unsustainable at the level of the narrative. In the next section, I turn to A Tale of Two Sisters, and discuss how the shift in setting from school to home results in the establishment of personal space.
Home "Sweet" Home: Space and mise-en-scène in A Tale of Two Sisters
A Tale of Two Sisters was one of the films that started the production trend of "well-made" films. In the early 2000s, the term "well-made" started to circulate within the Korean film industry as well as in the critical discourse, thus designating this production trend. Bong Joon-ho's sophomore feature, Memories of Murder (Salinui chueok, 2003) , signaled the beginning of this trend, followed by Lee Je-yong's Untold Scandal (Scandal-Joseon namnyeo sangyeoljisa), and Kim Ji-woon's A Tale of Two Sisters, both of which were released in 2003. This slightly awkward term expresses both the dissatisfaction of filmmakers with the heavily commercialized Korean film industry and their efforts to bridge the gap between the economic and aesthetic ambitions of a commercially driven industry. The success of lowbrow gangster comedy, such as My Wife Is a Gangster (Jopok Manura, Cho Jin-gyu, 2001 ), Hi! Dharma! (Dalmaya Nolja, Park Cheol-kwan, 2001) and Marrying the Mafia (Gamunui yeonggwang, Jeong Heung-sun, 2002) , and the box office failure of many blockbuster films, such as Jang Sun-woo's The Resurrection of the Match Girl (Sungnyangpali sonyeoui jaerim, 2002) , Yesterday (Jeon Yun-su, 2002) , Tube (Baek Woon-hak, 2003) , and Natural City (Min Byung Chun, 2003) , gave rise to anxieties within the Korean film industry. A middle ground between high-budgeted blockbusters and low-budget comedies was sought. With the success of A Tale of Two Sisters, the horror genre, which had been associated with low-budget filmmaking, came to occupy the middle ground within the bipolarized industry trends.
However, the term "well-made," when applied to commercial cinema, carries an unwanted connotation which suggests that previous commercially successful films did not deserve such warm reception. The industry's attempt to reconcile commercial sensibilities with the aesthetic qualities of a filmeven though it fosters a mistaken equation between the aesthetic value and popularity of a film -manifests an attempt to defy the old conception that commercial cinema exists first and foremost for its entertainment value. With this vague term, the Korean film industry and critics promote mid-budget, less-spectacle-driven films with new subject matter and artistic value, urging the audience to appreciate aesthetic achievements of Korean cinema.
A Tale of Two Sisters, along with Untold Scandal, was produced by B. O. M., a company known for its employment of immaculate mise-enscène. Except the exterior shots, the film is entirely shot in a set, unlike Whispering Corridors, which was shot mostly on location. This third feature by Kim Ji-woon shares only a vague resemblance to Janghwa, Hongryeon, the Korean folktale that the original Korean title of the film references. The narrative conflicts in both stories arise from familial relationships. The ages of two protagonists -the overbearing Su-mi and the naïve Su-yeon -are left unspecified. The setting is a country house -far from school -and the trauma that propels the narrative is hardly the hardship of high school life. But nevertheless, A Tale of Two Sisters, like the Whispering Corridors series, promotes the sonyeo sensibility. The costumes of Su-mi and Su-yeon further accentuate their girlishness and vulnerability. The film starts with an abstract hospital scene that relocates to a scene of Su-mi and Su-yeon arriving at the house. As they exit, the two are seen in sweaters and skirts with flowery patterns. Just as Hyo-shin's obsession with Shi-eun is manifest through her decorative impulse -the secret diary and the piano filled with small presents and memorabilia -Su-mi's neurosis and psychosis are externalized onto miseen-scène. The multiplicity of personal belongings, such as the two sets of diaries or half a dozen of the same dress hung in the closet, signals the multiple personality of Su-mi. In A Tale of Two Sisters the character's troubled interiority is further reinforced by interiors: wallpapers, antique furniture, and the overall visual tone of each space.
If, in the Whispering Corridors series, character interiority is rendered metonymically via personal objects, A Tale of Two Sisters blends characters' actions into the mise-en-scène, transforming them as an object within the externalized interiority. Shallow space, created via the camera's positioning perpendicular to the axis of action, and the lack of strong backlight that often separates figures from background, renders the image quite flat. Consider the first dining sequence in the beginning of the film. After an establishing shot of the family at the dining room table, with the father's back shown, the camera cuts between the stepmother and the two sisters, Su-mi and Su-yeon, both of whom appear to blend into the background (Figure 2 .5). When characters are staged in depth, characters often walk in and out of light, which helps the characters to be absorbed into the space and to reduce their prominence from the mise-en-scène. When the stepmother first greets Su-mi and Su-yeon, for instance, she walks from the far background toward the foreground, coming in and out of light. A similar shot is used when Su-mi comes downstairs in the middle of the night to find the television on in the library. (Kim Ji-woon, 2003) Moreover, in some of the film's most impressive shots, the mise-en-scène awaits the entrance of a character. It is not the mise-en-scène that coheres around the character, but rather the characters that complete the mise-en-scène. After the stepmother's brother and his wife leave, the stepmother suspects that there must be someone in the house. After the father leaves the bedroom to inspect the house, the stepmother is seen facing the red closet doors, which seem to cover the entire wall, with her back to the camera. Her shiny blue nightgown stands in stark contrast to the red background, rendering the space flat. After a cutaway to the father in the kitchen, which is shown in greater depth, we see the stepmother walk from screen left to right, now against a wall of a different color: magenta. It is interesting that before and after she enters the frame, the camera briefly shows only the abstract patterns on the wall, as if it awaits the character's action: stasis is charged with repressed energy (Figures 2.6 and 2.7) . Now, the camera cuts to the red closet again, waiting for the stepmother to move into the frame. She paces left and right, punctuated by the empty moment. A similar shot is found when the father comes back home to find Su-mi collapsed in the hallway. He brings medicine for Su-mi, and before he enters the library where he left Su-mi, there is a shot of empty wall, which he slowly enters. Kim Ji-woon, 2003) Although the Whispering Corridors series and A Tale of Two Sisters are set in public and private spaces respectively, in neither case is the protagonist granted a proper place. If the former break downs the boundaries between the public and the private spheres, forcing students to find limited freedom of expression within a public place, in A Tale of Two Sisters, characters are absorbed into a "psychological" space, which erases the division between interiority and exteriority, and the separation between subject and object. As school itself is an uncanny space for the characters in the Whispering Corridors series -both private and public, or alternating between the two -the home, as the site of inerasable, painful memories and trauma, is not rendered as homogeneous throughout A Tale of Two Sisters. Each room is visually marked by different patterns of wallpaper and differing color tones. Although some of the long takes and establishing shots in each room allow the viewer to become familiar with the general layout of the house, space is still fragmented and sometimes confusing due to the withholding of spatial information from the viewer. For instance, in Su-yeon's room new space is disclosed only in accordance with the occupant of the space. In the beginning of the film, only the space in the vicinity of Su-yeon's bed and the closet is activated; it does not show a full view of the room. The same portion of the space is used when the stepmother accuses Su-yeon of killing her bird and locks her in the closet. It is only when the father comes upstairs to confront Su-mi for her neurotic behavior that Su-yeon's room is fully revealed. The two sisters are seated side by side on a bench by the window, a space which has not clearly been established earlier in the film.
Consider also the scene in which Su-mi starts to panic one morning. Su-mi finds her father's note saying that he has gone out to run errands. She finds a white bag smudged with blood. Thinking that Su-yeon is inside the bag, Su-mi runs frantically around the house. The space now turns from the familiar to the unfamiliar, and the house appears as a maze. The bag is dislocated a few times while Su-mi is looking for a pair of scissors. The room with a medicine cabinet is a space that has never been fully established, and its spatial relation to that of the rest of the house remains unclear. This spatial unfamiliarity underscores the psychological confusion of Su-mi, and renders spatial confusion in the viewer.
Su-mi's place within the family, despite her courage to stand up for her younger sister and her aggression to confront her stepmother, is unstable, entering in and out of her subjectivity/interiority. Su-mi's aggression toward her stepmother is, in fact, directed toward herself: her own guilt for being unable to save her younger sister, similar to the Hollywood female protagonist whose apparent agency or gaze in 1940s gothic horror, is often turned against herself. 24 The scene described above is followed by the 360-degree arcing camera, which captures in a single shot both Su-mi pretending to be her stepmother and the visit of the real stepmother. This confrontation dissolves the previously established divides between the aggressor and the victim, and the subject and the object.
The Whispering Corridors series and A Tale of Two Sisters may register the changing familial relationship in Korean society. The sonyeo sensibility in both the Whispering Corridors series and A Tale of Two Sisters foregrounds the internalized "felt" oppression of both school and family via the mise-en-scène, especially the desire for excessive decoration. The emergence of teen horror might be contingent upon various factors: a changing mediascape in the Korean film industry, the rise of new independent production companies, niche marketing, and the growing numbers of multiplexes. Yet, it provides an outlet for dramatizing some of the conflicts with which Korean female adolescents are familiar and grants a place for representing and expressing adolescent female sensibility, which hitherto has been neglected by many mainstream genres.
